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Introduction 


The Big Book of Polychords continues where The Sticktionary ended. Originally, I thought I 
could combine all aspects of chord chemistry together in one large volume. However, that idea was 
abandoned as soon as the work began. In this text, I present a reference of two-handed chord 
combinations as they apply to the Chapman Stick®. 

The Big Book of Polychords is a glossary of complex chords that can be constructed by 
simultaneously combining two simplified chord forms - one from each hand, in both the bass and 
melody sides of The Stick. 

In an effort to make this reference useful for all Stick tunings, chord diagrams are shown in an 
abbreviated format. In one section, a glossary of basic chord shapes for both the left and right hands 
is given. In another section, chord shape combination diagrams are shown - organized by the primary 
left-hand chord shape along with the various right-hand possibilities. All of these diagrams depict the 
chord shape, fingering, intervals, and the basic names of the chords used in each section. A table of 
the Touchboard® is provided on page 23, before the chord diagrams to aid in determining the identity 
of individual chords, as they apply to your specific tuning. Not represented in this book are 
instruments tuned with the High Bass 4 th or not tuned utilizing uniform fourths (melody) and reversed 
fifths (bass). 

The concept behind The Big Book of Polychords is to provide a complete reference for complex 
chord voicings. The chords are big, their names are big, and their sound is big. My intention is for the 
book to be used three ways. First, you can dig right in and try some chords that appeal to your ears. 
Second, you can find the names to polychords you already play by locating the appropriate shape 
combinations. And finally, I hope that you will spend some time discovering how polychords are 
constructed using the methods I describe in the first section. 

This entire catalog was created using only combinations from eleven basic chords, creating over 1000 
different combinations in each key. Each of the twelve keys contain more than 170 unique chord 
names. In addition to the root position chords; alternate voicings and chordal inversions are also 
identified and only the most musical sounding chords are included. 

The Stick method of two-handed string tapping was conceived and developed by Emmett Chapman 
in 1969. He built his first Stick prototype in 1970 and in 1974 he started his first production run of 
instruments. The Stick method employs both hands approaching the Stick from opposite sides and 
perpendicular to the instrument. The crook of the left hand fits around the left side of The Stick and 
the fingers reach over to the bass strings - much like playing a guitar or bass. The crook of the right 
hand fits around the right side of The Stick and the fingers reach over to the melody strings. To make 
music, the fingers tap and hold the strings between frets in a fashion similar to the way a pianist plays 
the keys of a piano. 

Along with the Stick method , Emmett threw out any preconceived ideas of how his instrument 
should be tuned. From this was born the specific configuration of reversed fifths tuning in the bass 
and uniform fourths tuning in the melody - the lowest pitched strings at the center of The Stick. It is 
this system of tuning that enables the player to produce rich sounding chords. 
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If you are a new student to the Stick, Free Hands - by Emmett Chapman, The Stick Book, Vol. 1 - 
by Greg Howard, and my book - The Sticktionary - should prove to be invaluable references. 
Remember that experimentation, exploration, and listening are as equally important to anything you 
can be taught or read from a book. 
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Fundamentals 


First off, you will notice I haven’t included any musical notation in this book. The theme of this book 
is polychords and I’m going to relate the concepts of these chord constructs using intervals and pitch 
names. Now let’s begin with some basic information. 


FI NGER SYMBOLS 

In the chord diagrams, I have used Emmett Chapman’s geometric fingering symbols. These symbols 
correspond to the fingers of either hand. Transparent (hollow) symbols represent the tonic or root 
note and solid filled symbols represent the other notes in the chord (the intervals). The fingers are 
coded as shown below. 



ABOUT THE CHORD DIAGRAMS 

Shown on the following page is an example chord diagram and is typical of the diagrams used in this 
book. The diagrams show four fret spaces and six strings, with fingering symbols. The diagram to the 
left of the plus (+) sign is the left-hand bass chord shape. The lowest pitched string is to the right with 
the melody side cut off. To the right of the plus (+) sign is the right-hand melody chord shape. 
Sometimes, as shown in this example, optional inversion chord shapes are shown and can be used 
interchangeably with each other. With the right-hand chord diagrams, the lowest pitched string is to 
the left with the bass side cut off. The dashed lines, on each type of diagram, represent the highest 
pitched strings of the Grand Stick®. 
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The type of each chord shape is identified above the diagrams. As a reminder, left-hand (L.H.) and 
right-hand (R.H.) usage is indicated above the diagrams, as well. All chord forms are shown in root 
position , except for those identified as inversions. Below the diagrams and under three strings are 
three numbers. These numbers indicate the interval values being used in each primary chord (“1” is 
the root). However, in a polychord construct, these intervals may lose their individual value as the 
separate chords are combined. 

There are no fret numbers next to the diagrams, because these shapes are key less. Every chord shape 
is moveable across the strings or along the strings, respective to their string group. The identity of 
each primary chord’s key is determined by the root note’s (the hollow finger symbol) location on the 
Touchboard. Assuming a Standard tuned Stick, the example below shows a Major triad moving 
across the melody strings. Notice the fret positions and intervals do not change, but the chord names 
do. 


F# Major B Major E Major 



A Major 


9 





« 

10 






11 




i 

k 

'2 



c 

] 



5 ' 


The following example shows a Major triad moving along the bass strings. Here you will notice that 
fret positions do change, but the intervals still remain unaltered. This concept of moveable shapes can 
be applied to all chords - bass and melody. 


F Major F# Major G Major G# Major 
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Please note that regardless of which strings a chord shape is shown on the diagrams, it is not 
necessary to transpose that shape on those strings for specific chord combinations. The shapes can be 
moved to adjacent strings. You will find the basic chord diagrams in the Chord Glossary and the 
polychord diagrams in the Chord Combination Diagrams section. 


FI NDING CHORDS 

After immersing yourself in the many available polychords, you will realize that there aren’t any 
primary chords in sharp (#) keys - only flat (b) keys. In Western music, there are only twelve notes 
in an octave, of which five can be considered sharp or flat, depending on their use in a musical 
context. The term enharmonic is used when referring to the name of a flatted note when the sharp 
name is given and also when referring to a sharp note when the flatted note is stated. However, for 
the purpose of this text, it would be a waste of space to separately include both sharp and flat versions 
for each polychord. Instead, I selected the flatted versions for inclusion. Below is a table of the 
twelve notes showing their equivalent enharmonic names. 


1 

2 

3 

4 

5 

6 

7 

8 

9 

10 

11 

12 

A 

Bb 

B 

C 

Db 

D 

Eb 

E 

F 

Gb 

G 

Ab 

A# 

(Cb) 

C# 

D# 

(Fb) 

F# 

G# 


Often, you will find inversions to polychords that use a flatted primary chord in the left-hand. 
Logically, you might assume that the new chord will have a flatted note in the bass, such as a 
D+9+5/Bb. However, ‘Bb’ is not a member of the key of ‘D’ nor is it specified in the chord’s 
spelling, but its enharmonic ‘A#’ is (the +5 in D+9+5). Therefore, the correct chord name should be 
D+9+5/A#. Likewise, it is not commonplace for a chord to have two similar qualities, such as 
Bb6-9(11)/B. Instead, the ‘Bb’ is renamed to its enharmonic equivalent ‘A#’ giving the chord name 
A#6-9(11)/B. Therefore, you will not find an entire section devoted to polychords built on ‘A#’, 
but you will find a few ‘A#’ chords mixed in with the ‘Bb’ chords. 

While we are on the subject of inversions, I think I should review how chord inversions are named. 
Usually, a chord is assumed to be in root position, unless there is in indication that it’s an inversion. 
A chord in root position is a chord in which the root note is the lowest pitched note in the construct. 
An inversion is a chord that has any other chord tone (not the root) as the lowest pitched note. For 
example, the chord named D7 is assumed to be in root position, where ‘D’ is the lowest pitched note. 
However, the D7 contains the notes: D, F#, A, & C - any of which can be played in the bass 
position. In order to indicate that the chord D7 be played with an ‘A’ in the bass, the chord is 
rewritten as D7/A - the note named after the slash (/) indicates the desired inversion. 


USI NG THE CHORD TABLES 

The chord tables are the bulk of this book, so an explanation of how they are organized is probably a 
good idea. There are twelve (12) sections, one for each key, starting with ‘Ab’ and each section is 
twenty-three (23) pages long. The chords are grouped by polychord name and sorted in ascending 
order by their included intervals. Within each group, the polychords are sorted alphabetically by their 
inversions. 
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The elements of the chord tables are shown in the sample table segment below. In the leftmost 
column are the polychords. In the center column are the left-hand chords and in the rightmost column 
are the right-hand chords. A polychord is constructed by combining a left-hand chord with one of the 
related right-hand chords in the adjacent cells. Sometimes there are no choices to be made and other 
times there are a variety of combinations to choose from. The Chord Combination Diagrams can be 
found on page 24. 


Poly chord Name 

Chord Combinations | 

LH Chord 

RH Chord 

Ab+5(9) 

Ab+5 

Cl [no5] 

E-5 

Ab+5(9)/C 

C+5 

Cl [no5] 

E-5 

Cl 

Ab+5 

C+5 

E+5 

E-5 





CHORD TERMINOLOGY 

I will review chord construction later, but for now I want to explain the symbols I used in the chord 
spellings. Given the space constraints, within the chord tables, I found it necessary to abbreviate the 
chord names as much as possible. Please note that these symbols and abbreviations are common and 
acceptable for use by many instructors and in written music. However, this shorthand is not unified 
throughout the musical community and variations do exist. The table below shows the symbol and 
abbreviation usage, their names, common alternatives, and a description of their use. 


Sym. 

Name 

Alternatives 

Usage 

M 

Major 

Maj, maj, Ma, ma, A 

A chord including a major 3 rd & major 7 th (9 th , 

11 th , 13 th ) 

mM 

minor-Major 

min-Maj 

A chord including a minor 3 rd & major 7 th (9 th , 

11 th , 13 th ) 

m 

minor 

min, mi, - 

rd 

A chord including a minor 3 

sus4 

suspended 4th 

Sus, sus 

A chord excluding a 3 rd & including a perfect 4 th 

O 

diminished 

dim 

A chord including a minor 3 rd & diminished 5 th 

0 

half-diminished 

m7-5, m7(b5) 

A chord including a minor 3 rd & 7 th & dim. 5 th 

b 

flat 


A key that is lowered Vi step from its natural 

# 

sharp 


A key that is raised Vi step from its natural 

- 

minor or diminish 

b 

The designated interval is lowered Vi step 

+ 

augmented 

aug, # 

The designated interval is raised Vi step 

(9) 

add 9 th 

add 9 

A chord including a 9 th interval & no 7 th 

(11) 

add 11 th 

add 11 

A chord including an 11 th interval & no 7 th 


Some chords, both primary and polychords, do not always contain the implied intervals. When the 
third (3 rd ) or fifth (5 th ) intervals are missing from the construct, I have placed the following alerts 
after the chord names: [no3] & [no5]. 
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Chord Glossary 


Before we move on to the next chapter, let’s review the eleven basic chord shapes you will encounter 
for each hand. For the left-hand (bass), there are literally eleven different chords represented for each 
shape. For the right-hand (melody), there are only nine different chords, but eleven shapes - all in 
root position. As you will see, the right-hand is able to take advantage of some alterations on the 
Dominant 7 th and Major 7 th chords. 

All the chords shown, for both hands, are among the most common forms used to play these chords. 
Many of these shapes are probably already a part of your chord vocabulary and if not, they need to 
be. In addition to the eleven basic right-hand shapes, I have included a few common inversions. The 
following three pages are chord glossaries for both hands, beginning with the chord inversions for the 
right-hand. 


Chord I nversions for the Right Hand 
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Chords Shapes for the Left-Hand (Bass) 
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Chords Shapes for the Right-Hand (Melody) 


Dominant 7th Dominant 7th Major 7th 

Major No 3rd No 5th No 3rd 



I 3 1 -7 I .3 -7 5 * 


Maj or 7 th Minor 7 th 

No 5th Minor No 5th Diminished 
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Making Chords 


Since I’ve covered the topic of harmony before, I will not present it here. I will assume you have a 
basic understanding of music theory and if you don’t, there are plenty of other texts devoted to the 
subject. However, knowledge of music theory is not necessary to use this book. 

I suppose I should start this section by answering the question, “What is a polychord?” A polychord 
is a fancy name for what are usually larger and more complex chord constructs. But we can’t leave 
the definition at that. The term polychord refers to superimposed triads, specifically the method used 
to build these complex chords. The concept is to harmonically combine two or more smaller chords 
to create the resulting complex chord. 

Combining three or more intervals and sounding them together make all chords. Chords can be very 
musical and pleasing to hear, some may sound dissonant, some muddy, and many sound terrible - 
like a child banging on a piano. Individual instruments or voices, like the string section of an 
orchestra or a barbershop quartet, can make up the intervals of a chord. Or a single instrument, such 
as The Stick, can play all the intervals together. 

The first thing to do when making a chord is to determine the root note. The root note can be high or 
low in pitch. Intervals are then selected to add to the root. The intervals and their values are then 
determined relative to the root note. In a polychord, one chord will be considered the dominant chord. 
In other words, it will contain the root and some intervals. The second chord will contain additional 
intervals related to the root in the first chord. It is not uncommon for the second chord to double 
notes, either in unison or octave, from the first. 


Let’s analyze and build our first polychord, using a chromatic scale starting with ‘C’. A chromatic 
scale contains twelve (12) unique pitches and ends with the thirteenth pitch being an octave of the 
first. 


Chromatic Scale Starting On - C 

1 

2 

3 

4 

5 

6 

7 

8 

9 

10 

11 

12 

1 

C 

C# 

D 

D# 

E 

F 

F# 

G 

G# 

A 

A# 

B 

C 


In the table below, the logical numbering (used above) is replaced with interval numbering. Also, 
enharmonic names have been added where necessary, as shown in (). 


Intervals - C Scale 

1 

-2 

-9 

2 

9 

-3 

+9 

3 

H 

b5 

+11 

5 

-6 

+5 

6 

13 

-7 

+6 

7 

8 

C 

(Db) 

D 

(Eb) 

(D#) 

E 

F 

(Gb) 

(F#) 

G 

(Ab) 

(G#) 

A 

(Bb) 

(A#) 

B 

C 


Now, the chord we will make is a ‘C11’, which contains the intervals 1, 3, 5, -7, 9, & 11. The 
following table shows these elements in the shaded areas. 
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Intervals - C Scale 

1 

-2 

2 

-3 

3 

4 

b5 

5 

-6 

6 

-7 

7 

8 

-9 

9 

+9 

11 

+11 

+5 

13 

+6 

C 

(Db) 

D 

(Eb) 

E 

F 

(Gb) 

G 

(Ab) 

A 

(Bb) 

B 

C 

(D#) 

(F#) 

(G#) 

(A#) 


Since these intervals are not within the grasp of a single hand, we consider the use of two smaller 
chords - each to be played with separate hands. There are several ways to accomplish this, one being 
that you could play the first three notes (C, D, & E) with one hand and the remaining notes with the 
other. These separate chords are actually C(9) [no5] & Gm7 [no5]. The problem with this 
arrangement lies with the C(9). If the C(9) is played in the right-hand, it puts the root (C) in a 
position that may be inappropriate for the occasion - not in root position. Likewise, the same set of 
notes in the left-hand will most likely leave you with an inversion. You could also try playing 
Csus4(9) [no5] in the left-hand (notes C, D, & F) and E°in the right (notes E, G, & Bb). Again, the 
Csus4(9) may not have the root in the desired position, nor do I consider this a simple chord form. 
Our objective with polychords is to determine the two simplest chord forms that make up the 
complex chord. Although this is our goal, it may not always be obvious (which is why a wrote this 
book). In this case, however, the two simple chords are the C Major and Bb Major triads. The table 
below shows the intervals of the Cl 1 chord neatly arranged with the two triads comprising it. 



C Major Triad 


Bb M 

[ajor Triad 


Cll 

Notes 

C 

D 

E 

F 

G 

A 

Bb 

C 

D 

E 

F 

G 

A 

Intervals 

1 

2 

3 

D 

5 

6 

-7 

8 

9 

10 

11 

12 

13 


On the following page is a table of intervals as they relate to each key. Use this as a guide in 
understanding the intervallic relationships of a chord. 
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I nterval Table 



] 

Intervals 

1 

-2 

-9 

2 

9 

-3 

+9 

3 

■ 

b5 

+11 

5 

-6 

+5 

6 

13 

-7 

+6 

7 

8 

(oct.) 

Key 

Ab 

Bbb 

Bb 

Cb 

B 

C 

Db 

Ebb 

D 

Eb 

Fb 

E 

F 

Gb 

F# 

G 

Ab 

A 

Bb 

B 

C 

B# 

c# 

D 

Eb 

D# 

E 

F 

E# 

F# 

G 

F## 

G# 

A 

Bb 

Cb 

C 

Db 

C# 

D 

Eb 

Fb 

E 

F 

Gb 

F# 

G 

Ab 

G# 

A 

Bb 

B 

C 

C# 

D 

C## 

D# 

E 

F 

E# 

F# 

G 

F## 

G# 

A 

G## 

A# 

B 

C 

Db 

D 

Eb 

D# 

E 

F 

Gb 

F# 

G 

Ab 

G# 

A 

Bb 

A# 

B 

C 

Db 

Ebb 

Eb 

Fb 

E 

F 

Gb 

Abb 

G 

Ab 

Bbb 

A 

Bb 

Cb 

B 

C 

Db 

D 

Eb 

E 

F 

E# 

F# 

G 

Ab 

G# 

A 

Bb 

A# 

B 

C 

B# 

C# 

D 

Eb 

Fb 

F 

Gb 

F# 

G 

Ab 

Bbb 

A 

Bb 

Cb 

B 

C 

Db 

C# 

D 

Eb 

E 

F 

F# 

G 

F## 

G# 

A 

Bb 

A# 

B 

C 

B# 

C# 

D 

C## 

D# 

E 

F 

Gb 

G 

Ab 

G# 

A 

Bb 

Cb 

B 

C 

Db 

C# 

D 

Eb 

D# 

E 

F 

Gb 

Abb 

Ab 

Bbb 

A 

Bb 

Cb 

Dbb 

C 

Db 

Ebb 

D 

Eb 

Fb 

E 

F 

Gb 

G 

Ab 

A 

Bb 

A# 

B 

C 

Db 

C# 

D 

Eb 

D# 

E 

F 

E# 

F# 

G 
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INVERSIONS 



Now that you understand how polychords are constructed, let’s take 
previous example, you learned that combining a C Major triad and Bb 
This chord combination assumes that you play the C Major triad in roj 
and the Bb Major triad on the melody strings. With C Major in rooj 
be the lowest pitched. This is fine if that’s what you are looking fy 
note in a higher register, relative to the other notes. Usually, tl 
which inversion you should use, but there is a shortcut that y^ 
switch the chords that each hand would normally play. So, ir 
Bb Major in the left-hand (bass) and the C Major in the r^ 

‘Bb’ into the bass and move the ‘C’ to a higher pitch, givij 

Of course, there are many more inversion possrj 
combinations are not always obvious. Just the sar 
same polychord, but with different interval configr 


ons. In the 
a C11. 

ngs 
ill 
root 
ermine 
ere is to 
d play the 
Id bring the 
11/Bb. 

efore, the chord 
ns can produce the 
gs- 


CHORD STACKING 

Another way to discover polychords, othj 
that I will explain shortly. Remember^ 
intervals can be major, minor, diming 
same. The method I am going to c A 
play a simple triad in the left-ha 
the left-hand chord. For this ex; 
right-hand chords can be 

diminished, augmented 

refer to the chord glossary 


is to experiment with a concept 
Lplished by combining 3 rds . The 
oncept of stacking 3 lds remains the 
to as chord stacking. The idea is to 
'that is rooted to one of the intervals in 
ajor triad for the left-hand chord. The 
6 k with five basic types : major, minor, 
r you are unfamiliar with these chord shapes, 


Please note that some 
of this is to encoura 
major 3 ld , and a p 
right-hand basic 
different result, 
strings, with 
rooting the, 
doing thj 
follow! 
shade 


fn lay sound unmusical, but remember, the purpose 
Ct-hand C Major triad, the intervals are the root (1 st ), 
Spectively - C, E, & G. If you play the series of five 
5n the root of the left-hand chord (C), you will have five 
Jck’, I mean to play the right-hand chord on the melody 
rivalent interval from the left-hand chord.) Do this again, 
(E) of the left-hand chord and again on the 5 th (G). After 
f5 different polychords - some musical and some not. The 
Combinations, intervals involved, and resulting polychord. The 
Padded by the right-hand chord. 
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L.H. Chord 

R.H. Chord 

Unique Intervals | 

Polychord 

C 

1 

3 

5 

C 

1 

3 

5 

1 3 5/* 

‘s. C 

C 

1 

3 

5 

Cm 

1 

+9 

5 

135 / 


C 

1 

3 

5 

C° 

1 

+9 

+11 

13 5/ % 


C 

1 

3 

5 

C+ 

1 

3 

-6 

/ V 

C 

1 

3 

5 

Csus4 

1 

11 

5 

/ / 



7 cv 

A" / 

C 

1 

3 

5 

E 

3 

-6 

7 

/ _ /6 

C 

1 

3 

5 

Em 

3 

5 

7 / 


/l7 

C 

1 

3 

5 

E° 

3 

5 



/ 0.1 

C 

1 

3 

5 

E+ 

3 

-6 


_ 

Or 

/ C-6 

C 

1 

3 

5 

Esus4 

3 

13/ 


V 1 A 

CM13 



/ 


C 

1 

3 

5 

G 

5 



v / 

CM9 

C 

1 

3 

5 

Gm 

5 j 



C9 

C 

1 

3 

5 

G° 


Jl 

o 

W A 9 

C7-9 

C 

1 

3 

5 

G+ 


f 


* A +9 

CM7+9 

C 

1 

3 

5 

Gsus4 J 


A 


/ 35 9 

C(9) 


I would like to share another methoc 
described. This time, starting with i 
hand. As you retain the left-handi 
the left-hand chord. Now you cj 
left-hand chord (C Major), 
case, the right-hand will 
tones are ‘G’ and ‘B’ 
within the appropriate sj 
of changing the right- 


folves the basic principal previously 
fou will add a C Major with the right- 
land chord to root on the 3 ld interval of 
chord using scale tones dictated by the 
and other times it will be minor. In this 
lord will root on the ‘E’ and the next chord 
right-hand chord by rooting it on any interval 
5 th on top. The table below shows the results 
a C Major in the left-hand 



W 

/riad Plus R.H. Triad 

Result 








CM 



/] B 






CM7 


B 

D 





CM9 


B 

D 

F 




CM11 




D 

F 

A 



C6(9)(ll) 





F 

A 

C 


C6(ll) 






A 

C 

E 

C6 
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The method just described produces seven full sounding chords. Below is what happens with a C 
minor in the left-hand and a series of appropriate right-hand chords... 



L.H. C minor Triad Plus R.H. Triad i 

Cm 

C 

Eb 

G 







Eb Maj 


Eb 

G 

Bb 






Gm 



G 

Bb 

D 





Bb Maj 




Bb 

D 

F 



< 

D° 





D 

F 

Ab 



Fm 






F 




Ab Maj 











Another way to describe what happens with this mj 
tables. First we choose a key and write out the i 


1 

2 

Y 

C 

D 



fbwn in the following 

fajor). 


Next, we duplicate the scale and put 
chord on both scales. The following 
the two scales separated with a plusy 
the right-hand chord. 


C Major 

1 

2 

3 

4 

5 

C 

D 

E 

F 

G / 


te chord tones for the dominant 
Shaded for the C Major triads and 
r left-hand chord and the right half is 


/ajo r 


Result 

~ A 

I 3 

4 

5 

6 

7 

C Major 

► / 

E 

F 

G 

A 

B 


If we keep the shaded^ 
can see a new set 
one position and tl 
identified as the 


d shift the intervals for the right-hand triad, you 
led areas. The intervals are shifted towards the left 
end. The intervals now in the shaded areas can be 


C 


1 

2 


C 

D / 




D minor 


Result 



2 

3 

4 

5 

6 

7 

1 

C6(9)(ll) 


+ 

D 

E 

F 

G 

A 

B 

C 


Agair 

intcj 


To the left one space and the first interval moved to the end. These 


fiad. 


3 . , 


E minor 


Result 

1 1 


6 

7 


3 

4 

5 

6 

7 

1 

2 

CM7 

c 

d>v 

A 

B 

+ 

E 

F 

G 

A 

B 

C 

D 
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By continuing this procedure; F Major, G Major, Am, and B° triads 
intervals are shifted. 


identified as the 


C Major 


F Major i 

/ 4 'S 

1 

2 

3 

4 

5 

6 

7 

+ 

4 

5 

6 

7 

l/ 

3EE 

C 

D 

E 

F 

G 

A 

B 

F 

G 

A 

B 



C Major 


G Major / 

1 

2 

3 

4 

5 

6 

7 

+ 

5 

6 

7 


C 

D 

E 

F 

G 

A 

B 

G 

A 

B 



C Major 


A / | 

1 

2 

3 

4 

5 

6 

7 


6 

1 / ^ 

C 

D 

E 

F 

G 

A 

B 

+ 

A 



C Major 


zy ** 

1 

2 

3 

4 

5 

6 

7 



C 

D 

E 

F 

G 

A 

B 

+ 

7 J ^ 




Result 



6 

CM11 


/g 

A 


You can explore this method further 
discover your own chord stacking comjj 
this enough, but some of the 
previous section to help you locate 


fwing pages and using them to 
fou choose. I can’t overemphasize 
:al. Use the interval guide in the 
missing intervals. 


Have fun exploring these 
adventures. 


possit 


pish you the best of luck on your musical 
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Fret Position Table 


Bass ( 

jroup 

String Grouping 

Melody Group 


Custom 

DMR 

Standard 


5 

4 

3 

2 

1 

Classic 

MR 

DMR 

Baritone 

D. Bari 

Custom 


10 

9 

8 

7 

6 

6 

5 

4 

3 

2 

1 

12 

11 

10 

9 

8 

7 

Fret Positions | 





B 

E 

A 

D 

G 





0 


Fret Positions | 




G 

C 

F 








1 








B 

E 

A 




0 

2 



0 


A 

D 

G 

C 

F 




0 

1 

3 



1 







B 



1 

2 

4 



2 

0 

B 

E 

A 

D 

G 

C 


0 

2 

3 

5 



3 

1 

C 

F 






1 

3 

4 

6 



4 

2 



B 

E 

A 

D 

0 

2 

4 

5 

7 



5 

3 

D 

G 

C 

F 



1 

3 

5 

6 

8 



6 

4 





B 

E 

2 

4 

6 

7 

9 



7 

5 

E 

A 

D 

G 

C 

F 

3 

5 

7 

8 

10 



8 

6 

F 






4 

6 

8 

9 

11 



9 

7 


B 

E 

A 

D 

G 

5 

7 

9 

10 

12 



10 

8 

G 

C 

F 




6 

8 

10 

11 

13 



11 

9 




B 

E 

A 

7 

9 

11 

12 

14 



12 

10 

A 

D 

G 

C 

F 


8 

10 

12 

13 

15 



13 

11 






B 

9 

11 

13 

14 

16 



14 

12 

B 

E 

A 

D 

G 

C 

10 

12 

14 

15 

17 



15 

13 

C 

F 





11 

13 

15 

16 

18 



16 

14 



B 

E 

A 

D 

12 

14 

16 

17 

19 



17 

15 

D 

G 

C 

F 



13 

15 

17 

18 

20 



18 

16 





B 

E 

14 

16 

18 

19 

21 



19 

17 

E 

A 

D 

G 

C 

F 

15 

17 

19 

20 

22 



20 

18 

F 






16 

18 

20 

21 

23 



21 

19 


B 

E 

A 

D 

G 

17 

19 

21 

22 

24 



22 

20 

G 

C 

F 




18 

20 

22 

23 




23 

21 




B 

E 

A 

19 

21 

23 

24 




24 

22 

A 

D 

G 

C 

F 


20 

22 

24 






23 






B 

21 

23 







24 

B 

E 

A 

D 

G 

C 

22 

24 








C 

F 
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B 

E 

A 

D 

24 







Standard: Applies to bass side tuning for all Sticks® except DMR. 
MR: Matched Reciprocal 
DMR: Deep Matched Reciprocal 
D. Bari: Deep Baritone 
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Chord Combination Diagrams 


X (Major) - L.II. 


X 

X6C11) 

XM7 

X9 

Xll 

X13 

X-6(9)( 11) 

X6+ll(9) 

XM7-6+11 

X(9) 

X(ll) 

XM13 

X6 

X7 

XM7+9 

X(9)(ll) 

XI1-9 

XM13+11 

X6-9( 11) 

X7-9 

XM7+9+13 

X9+11 

X+ll 


X6(9) 

X7+9 

XM7+11 

XM9 

X+l 1(9) 


X6C9KH) 

X7+11 

XM7+11 + 13 

XM9+11 

XM11 



This group of chords is built around a left-hand major triad. The intervals in this basic chord include 
a major 3 rd and perfect 5 th . The major 3 rd dictates that all these chords will be major, therefore no 
minor chords will be found in this group. Since these polychords start off with a major triad, the 
right-hand chords add all the color tones. 


Major 

L.H. 



Major 

L.H. 


Major 

R.H. 


Inversion 

Major 


R.H. 


Inversion 

Major 


R.H. 



Inversion Inversion 
Minor Minor Minor 

R.H. R.H. R.H. 




Major 

L.H. 


Inversion Inversion 
Suspended 4th Suspended 4th Suspended 4th 
R.H. R.H. R.H. 
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X (Major) - L.II. 
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Ab 

j Chord 


Poly chord Name 

Chord Combinations | 

LH Chord 

RH Chord 

Ab 

Ab 

Ab 

Ab/C 

Cm+5 

Ab 

Ab-5 

Ab-5 

Ab-5 

Ab-5(9) 

Ab-5 

Bb7 [no5] 

Ab-5(9)/Bb 

Bb7 

Ab-5 

Ab-5(9)/Bb [no3] 

Bb7 

Bb7 [no5] 

Ab+5 

Ab+5 

Ab+5 

C+5 

E+5 

Ab+5/C 

C+5 

Ab+5 

C+5 

E+5 

Ab+5/E 

E+5 

Ab+5 

C+5 

E+5 

Ab+5(9) 

Ab+5 

Cl [no5] 

E-5 

Ab+5(9)/C 

C+5 

Cl [no5] 

E-5 

Cl 

Ab+5 

C+5 

E+5 

E-5 

Ab+5(9)/E 

E+5 

E-5 

E-5 

Ab+5 

C+5 

Cl [no5] 

E+5 

Ab+5(9)/E [no3] 

E-5 

E-5 

Ab+5(9)(11) 

Ab+5 

Bb° 

Bbm7 [no5] 

Absus4+5 

Cl [no5] 

Ab+5(9)(11)/Bb 

Bb° 

Ab+5 

C+5 

DbM7 [no3] 

E+5 

Bbm7 

Ab+5 

C+5 

Cl [no5] 

E+5 

Ab+5(9)(11)/C 

C+5 

Bb° 

Bbm7 [no5] 

Cl 

Bbm7 [no5] 

Dbm 

DbM7 [no3] 

Ab+5(9)(11)/E 

E+5 

Bb° 

Bbm7 [no5] 

E-5 

DbM7 [no3] 

Ab+5(11) 

Ab+5 

Dbm 

DbM7 [no3] 

Absus4+5 

Ab+5 

C+5 

DbM7 [no31 

E+5 

Ab+5(11)/C 

C+5 

DbM7 [no3] 


Poly chord Name 

Chord Combinations | 

LH Chord 

RH Chord 

Ab+5(11)/Db 

Dbm 

Ab+5 

C+5 

DbM7 [no3] 

E+5 

Ab+5(11)/E 

E+5 

Dbm 

DbM7 [no3] 

Ab-6-5(9) 

Ab+5 

Bb-5 

Bb7 [no5] 

Ab-5 

Bb-5 

Cl [no5] 

E-5 

Ab-6-5(9)/Bb 

Bb-5 

Ab+5 

Ab-5 

C+5 

E+5 

Bb7 

Ab+5 

C+5 

Cl [no5] 

E+5 

Ab-6-5(9)/Bb [no3] 

Bb-5 

Bb7 [no5] 

E-5 

E7 [no5] 

Bb7 

Bb-5 

E-5 

E7 [no5] 

Ab-6-5(9)/C 

C+5 

Bb-5 

Bb7 [no5] 

Cl 

Ab-5 

Bb7 [no5] 

E7 [no5] 

Ab-6-5(9)/E 

E+5 

Bb-5 

Bb7 [no5] 

E-5 

Ab-5 

E7 

C7 [no5] 

Ab-6-5(9)/E [no3] 

E-5 

Bb-5 

Bb7 [no5] 

E7 [no5] 

E7 

Bb-5 

Bb7 [no5] 

E-5 

Ab-6(9)(11) 

Ab 

Bb° 

Ab+5 

Eb7 [no3] 

Absus4 

Cl [no5] 

Absus4+5 

Cm7 [no5] 

Ab-6(9)(11)/C 

Cl 

Absus4 

Cm7 

Dbm 

Ab-6(9)(11)/E 

E+5 

Eb7 [no3] 

Ab-6(11) 

Ab+5 

Absus4 

Absus4 

Ab+5 

C+5 

E+5 

Absus4+5 

Ab 

Ab-6(11)/C 

C+5 

Absus4 

Ab-6(11)/E 

E+5 

Absus4 

EM7 

DbM7 [no3] 

> 

ON 

Ab 

F7 [no3] 

Fm 

Fm7 [no5] 
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Poly chord Name 

Chord Combinations 

LH Chord 

RH Chord 

Ab6/C 

Cm+5 

F7 [no3] 

Fm 

Fm7 [no5] 

Csus4+5 

Ab 

F7 [no3] 

Fm7 [no5] 

Ab6/C [no5] 

Csus4+5 

Fm 

Ab6/F 

Fm 

Ab 

F7 [no3] 

Fm7 [no5] 

Fm7 

Ab 

F7 [no3] 

Fm 

Ab6/F [no3] 

Fm7 

Fm7 [no5] 

Ab6/F [no5] 

Fm 

Fm 

Ab6-5(9) 

Ab-5 

Bb 

Bb7 [no3] 

Fsus4 

Ab6-5(9)/Bb 

Bb 

Ab-5 

Fm 

Bb7 

Dm7 [no5] 

Fm 

Fsus4 / 



Bb7 [no3] / 


Bb 

Bb7 [no5Jf 

Ab6-5(9)/Bb [no3] 


\yf 

Bb7 


Bb J a 

/ A 

Ab6-5(9)/C 

Csus4+5 




D° 


Ab6-5(9)/D 

Dm+5 / 

\)ml / 


Poly chord Name 

Chord Combinations 

LH Chord 

RH Chord 



Fm 

L FM7 [no3] 
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